Introduction
Entertainment is an integral and consistent part of everyday life, consuming a substantial number of waking hours (Holbrook and Hirschman, 1982) . Before the advent of electronic media, live performances in such locations as private homes, concert halls, opera houses, and churches formed the backbone of social interaction. These live performances still provide an important entertainment and social role. Live musical performances, the specific context explored in this study, support community fund-raising events, while corporate events planners rely on them to enliven stakeholders at meetings, parties, and promotional events. Owners of bars and restaurants similarly rely on live musical performances several nights a week to draw customers into their establishments. Success in these endeavors may be linked to the extent to which attendees gain pleasure from the performance, hence it is critical to identify elements contributing to customer satisfaction. Experiential products, such as live performances, provide rich sensory input and require different measures of customer satisfaction than those developed to measure utilitarian products (Langrehr, 1991; Holbrook and Hirschman, 1982) .
Local groups, who perform at many of these fund-raisers and corporate events, perform without many of the ancillary features and technology common in today's music industry. Today, thousands of local bands exist, performing as virtual unknowns in towns across the USA. Most members of these bands have full time jobs and perform during evenings and weekends at local bars, stock shows, carnivals, etc. In this context, music is the product, rather than the performer.
The marketing literature intensively covers various areas relevant to music, such as:
. its effect as a background feature in advertising (see e.g. Bozman, 1994; Chebat et al., 2001; Dubé and Morin, 2001; Dunbar, 1990; Park and Young, 1986) ;
. its impact on waiting conditions in customer telephone contacts (see e.g. Gail et al., 1997) .
The literature even addresses issues of performers as products (Corwin, 1989; Miller, 1990; Rasmusson, 1998) and purchases of recorded music (Lacher and Mizerski, 1994 ). Yet, the body of marketing knowledge reflects little interest in the treatment of live musical performance as a product (Koku, 1995; Lacher, 1989) . This research gap extends to the entertainment sector in general, such that extant theory in the area is very thin. With the exception of a few studies of local music and theater performances, little is known about what motivates consumers to attend performances. The current services marketing literature provides limited insight into consumers' behavior, expectations, and attitudes regarding various types of live musical performances and the factors and conditions that impact customers' satisfaction with them.
The purpose of this study is to identify the factors that determine customer satisfaction with a live musical performance, to measure and rank the importance of these dimensions, and to suggest a model of music performance satisfaction with the idea of understanding consumer motivations in attending performances. Furthermore, we examine the differences in responses in terms of demographic criteria.
Origins of the paper
Slightly sweaty palms grip the guitar neck. I wipe them one more time. In quick order I shuffle my feet. I look left, look right. I wipe my hands again. Then I wait a bit more. Then behind me I hear a familiar ''tick, tick, tick'' and we're off. I tell myself to remember to concentrate, but look happy.
The first and third authors are the bass guitar player and drummer, respectively, of a group named RiverRock, which has been performing since 1998. The ''tick, tick, tick'' is the third author striking his drumsticks as he ''counts off''. Each time RiverRock plays we see expressions of apparent full audience satisfaction (clapping), obvious dislike (those who leave the area), and mild dissatisfaction (perhaps those who request songs we can not or do not intend to play).
The practical question our performances presented to us was, what could we do to improve audience satisfaction with our performances? Rather to our surprise, we found little in the services literature that would provide concrete guidance. This is a preliminary effort to overcome this deficiency.
The meaning of live musical performance
Modern technology enables us to extend music consumption through recorded music, carrying it into our homes, cars, and workplaces through radio, recordings, or recently, through the Internet (Konecni, 1982; Lacher and Mizerski, 1994) . Various types of music have become an important part of the lifestyle of a large number of people, although often as a component of a larger consumption event -such as corporate dinners, political fund-raisers, and in thousands of night clubs, restaurants, and convention halls (Holbrook and Hirschman, 1982) .
In terms of live musical performances, an examination of the services marketing literature offers little to support a theory-based factor structure to measure customer satisfaction with a musical performance, especially in the context of bands of unknown musicians. The most commonly cited scale for measuring service quality is SERVQUAL, which is designed to measure five dimensions of service quality: (1) tangibles; (2) reliability; (3) responsiveness; (4) assurance; and (5) empathy.
This approach was designed for application with utilitarian services such as retailing, banking, long-distance telephone service, securities brokerage, and credit card service (Parasuraman et al., 1988) . Major differences between these contexts and those surrounding a live musical performance suggest the inappropriateness of this approach in understanding customers' evaluations of them. Holbrook and Hirschman (1982) suggest that, while evaluations of such utilitarian goods rely on objective measures such as those in SERVQUAL, evaluations of experiential goods rely on more subjective ones. Experiential consumption relies more heavily on hedonic and aesthetic criteria (Holbrook and Hirschman, 1982) . Further, the five dimensions of SERVQUAL are difficult to apply to live musical performance, due to the unique characteristics of this kind of event. Cronin and Taylor (1992) further suggest that satisfaction is a better predictor of consumer intentions than service quality. Oliver (1980) developed one of the most commonly employed measures of overall satisfaction. While useful for studying general satisfaction with utilitarian products, this scale lacks the richness and hedonic complexity Holbrook and Hirschman (1982) find so necessary for evaluations of experiential products. Further, the items employed in this scale seem especially generic, offering little to facilitate the evaluation of the relative impact of various aspects of the service or to provide implementable directions for change. Earlier conceptualizations view overall satisfaction as a summative construct reflecting satisfaction with both a number of aspects of the service, including satisfaction with specific products and services provided, and satisfaction with determining aspects of the firm, such as physical surroundings (Czepiel et al., 1974) .
Alternatively, Bouissac (1987) suggests a more concrete set of principles that might guide consumers' evaluations of music. This framework consists of: (1) accountability; (2) semanticity; (3) rhetoricality; (4) social congruency; and (5) timeliness.
These five principles are derived from a systematic examination of examples of performance failures and are meant to govern a successful performance. The five principles provide helpful guidelines toward developing a model of customer satisfaction with musical performance.
Further guidance comes from the services literature, where Grove et al. (1992) frame the service experience as a drama containing four critical elements: (1) participants = actors, who are the personnel contributing to the service; (2) participants = audience (customers); (3) physical evidence = service setting (physical surroundings); and (4) process of service assembly = service performance itself.
Each of these dramas is the outcome of the actors, the enactment of their roles, the physical environment and the staging of the activities, and the audience with its involvement and interaction. These dimensions were successfully employed in forming a conceptual framework for understanding consumer behavior in the context of repertory theater (Garbarino and Johnson, 1999) and Web site design (Fisk et al., 2000) . This theoretical framework can usefully be applied to the analysis of a live musical performance. The four dimensions appear to cover the entire range of a musical performance and are not limited to a specific type of musical performance. Thus, we can consider various musical styles (rock, pop, country, jazz, gospel, classical music, etc.), number of performers (single entertainer, trio, or choir), physical environments (concert hall, club, open air, sidewalk), or audience sizes (limited audience, mass consumption) in our analysis. Figure 1 graphically depicts the relationships among the elements proposed by Grove et al. (1992) . The widest element and the background of the model is the setting, which includes the physical environment of the musical performance (Grove et al., 1992) . Due to the diverse nature of the background, this study proposes two elements: (1) the performance setting, including the stage and performance hall; and (2) the physical facilities, including the seating, parking, and temperature.
The other components (musicians, audience, and performance) are in the foreground of the model, which corresponds to the social context of this model. The musicians and the audience are placed in the center of the model to stress the importance of their interaction within the service setting. The interdependent relationship between the musicians and the audience is represented by the bi-directional arrow between them (Grove et al., 1992) .
Dimensions of customer satisfaction
In the next sections we combine perspectives gleaned from extant literature with structured interviews conducted by trained researchers. Informants were asked to identify enjoyable and un-enjoyable elements of a recently attended live musical performance to ground the items in real world experiences. Informants were also asked to identify particularly salient events surrounding the performance. As most informants had attended a performance within the last three months, recall was considered adequate.
The setting
The physical setting represents the background for the musical performance and the interaction between the musicians and the audience. In general, the environment plays a crucial role in a service encounter. Changes in the service environment almost always lead to changes in consumer behavior, which makes the management of the former a major issue for service production and consumption (Turley and Fugate, 1992) . A popular approach to investigating the impact of the service environment on the behaviors of customers (and employees) is Bitner's (1992) servicescapes framework.
Servicescapes may be especially important for experiential services like live musical performances where customers are generally required to spend relatively long periods of time in the physical surroundings of the service provider (Arnould and Price, 1993) . Hence, the perceived quality of the servicescape may significantly impact customer satisfaction with the event or activity. Furthermore, the perceived satisfaction with the servicscape influences how much time consumers are willing to spend in the service facility and their likelihood of consuming the particular service again in the future (Wakefield and Blodgett, 1999) . Bitner (1992) describes three dimensions of servicescapes (ambient conditions, spatial layout and functionality, and signs, symbols, and artifacts). These serve as a reference point to generate items covering the ''setting'' dimension for the survey instrument. In addition, our qualitative data suggest aspects of staging, decorations, and settings were among the most memorable components of recently attended live performances.
The spatial layout and functionality aspects are of high importance for the service encounter due to the purposeful nature of the service environment (Bitner, 1992) . The first term refers to the way in which equipment and furnishings are arranged, their size and shape, and the relationship among them. Functionality concerns the ability of those items to contribute to the customer's enjoyment (Bitner, 1992) . Measurements of the level of importance attached to the spatial layout and functionality dimensions with respect to a live musical performance are included in the survey instrument through the following four items: (1) seating facilities; (2) view of the performance; (3) venue size; and (4) parking facilities.
The ambient conditions of a service encounter generally affect the five senses and refer to background characteristics of the environment like temperature, lighting, noise, and odors (Bitner, 1992) . Noise was frequently mentioned as a negative characteristic by informants, as was excessive lighting. As stated earlier, we attempted to separate those elements of the servicescape directly related to the stage and performance, such as performance related decorations and lighting, from those associated with the facility itself, such as ambient temperature and parking. Signs, symbols, and artifacts stand for signage and décor used to communicate and enhance a certain image or mood, or to direct customers to desired destinations (Bitner, 1992) . This aspect was the basis for the item ''symbolic decorations'' in the survey. For instance, one informant especially enjoyed the staging, which aroused images of nature and serenity.
The musicians
The individual musicians, or performers, have a central role in the model presented in Figure 1 , due to their significant contribution to the service experience. The artists are the focal point for the audience; they are perceived and evaluated as a unit (the group as a whole) and as individuals performing the various musical pieces. In what way is the individual group member contributing to the performance? We assume that the audience perceives the overall performance of a single musician in two dimensions, which are the audio and the visual aspect. It is clear that an individual on stage, through playing an instrument or singing, is an integral part of the audio performance. The survey instrument contains two items evaluating the individual musician from the audio perspective: the individual musician's instrumental ability and the creative contribution of the single performer.
The visual aspect of an individual musician cannot be excluded, since physical appearance is the one personal characteristic that is obvious and accessible to others in virtually all social interactions. An individual's level of physical attractiveness can act as a symbol or indicator of less visible characteristics (Bersheid and Walster, 1974) . Furthermore, a study by Landy and Sigall (1974) indicates that the physical attractiveness of an individual performing a certain task impacts the manner in which consumers evaluate both the performance and the performer. The research shows that physical appearance not only affects the way in which others react to a person, but also affects the way in which they react to that person's accomplishments. Informants also cited these aspects of the musicians as contributors to their satisfaction with the performance. For instance, their outfits, their demeanor on stage, their dancing, and their facial expressions were factors contributing to satisfaction for our informants. Our survey instrument includes three items to measure the visual aspects of the individual musician: physical appearance, clothing, and movement and facial expressions.
The musical performance
The term musical performance has a two-fold nature and is defined here as the audio component, both for the music itself and the total of what is performed on stage. Contrary to the view from the ''musician's'' perspective as mentioned earlier, here the totality of the performers as an entity is investigated. Besides the group or single entertainer as the ''human factor'' contribution to the musical performance, technical aspects are also included in the analysis.
Informants were valuable in identifying elements of the performance contributing to their satisfaction including: interpretations of other artists' music, sound volume, and type of music played. In terms of the audio component the questionnaire contains two items with respect to the human factor formed by the group of musicians (general auditory performance, interpretation of song material) and two derived from technical aspects of the performance (sound quality, sound volume).
The audience
Through its interaction with the musical performers, the audience is the other central factor of the proposed model. In general, other customers influence customer satisfaction or dissatisfaction significantly (Martin and Pranter, 1989) . In particular the audience is an important factor when many different consumers share the same service environment. Its size can also have a positive or negative impact on the service experience (Baker, 1987) .
Consumer density is defined as the number of consumers that are present in a service setting (Hui and Bateson, 1991) and must be viewed in the context of the audience factor. People attending an entertainment event tend to favor a considerable number of fellow consumers sharing the service experience. However, this preference exists only to the degree that the visitors do not feel overcrowded or uncomfortable due to the increased audience size (Wakefield and Blodgett, 1999) . Informants identify crowding as one of the things they liked least about the performance. This phenomenon was the inspiration to include the item ''audience density'' in the survey instrument. In contrast, informants identified interaction within the audience (i.e. audience dancing, singing, and making requests) as one of the things they liked most about the performance. This aspect of general mood or perceived level of excitement led us to investigate the issue of the audience's general enthusiasm.
Attendance at a performance is a social event. Visitors share the same experience and the same feelings, and know they are sharing them. At intermission and after the event is over, members of the audience can share their experiences and discuss the performance (Diesing, 1997) . The context of a social event of a live musical performance suggests the significance of social compatibility among the audience members, which is another item in the survey instrument presented in this paper. This is echoed by informants who frequently attended live performances with family and friends, citing this as an aspect of their enjoyment of the performance. In addition, song familiarity was added to this proposed dimension based on perceived importance of this element for performance satisfaction. Informants stated they enjoy hearing music they recognize, especially in the context of previously unknown performers.
The previous discussion suggests an alteration of the model in Figure 1 , to that shown in Figure 2 .
The four elements of the introduced model do not include the issue of the price of a performance. The latter is assumed not to be an integral part of the service of a musical performance. As a side issue, the research question addressing the importance of the cost of a performance is included in the questionnaire.
Methodology
To begin the assessment of the dimensionality of factors that determine customer satisfaction with a live musical performance we developed a 25-item scale from the extant literature and informants' insights cited above. Respondents were asked to assess the relative impact of each aspect of the performance relative to his/her satisfaction with a recently attended live musical performance. Questions used a four-point Likert-type scale to determine the dimensionality and relative impact of the item to satisfaction with the performance (1 = most important; 4 = least important). In addition, the survey instrument contained demographic questions to allow assessment of differences across demographic groups and a question regarding the importance of ticket price in evaluations of satisfaction.
Data collection
The first version of the questionnaire was pre-tested by administering it in the setting of a rock music concert. Here, 25 randomly selected respondents completed the survey in the natural environment of the musical performance. Based on results, minor modifications were made to the original instrument to improve clarity. Subsequently, the modified version of the survey instrument was distributed to a convenience sample drawn from the surroundings of a medium sized, southern city (population approximately 560,000), resulting in collection of 233 completed surveys over a three-month period. Respondents were asked to visualize a recently attended musical performance and the type of performance was reported. This led to evaluations of a number of individual performances across several genres, which increased the generalizability of the data.
Results
As displayed in Table I , the sample (n = 233) contained a nearly equal number of male and female respondents and more than half had some college education (59.9 percent). Two-thirds were single (67.6 percent). The age of the respondents ranged from 18 to 64 with an average age of 27 years. Almost 80 percent (79.3 percent) were US citizens, while the other 20 percent were scattered across ten different nationalities. The most frequent musical style recalled was rock/pop (with over 50 percent), followed by country (11.6 percent) and classical (8.8 percent) music.
Dimensionality
Factor analysis showed the underlying principles of customers' evaluations of a musical performance (see Table II ). Using maximum likelihood extraction and an oblimin rotation (due to anticipated correlation between the factors) statistical analysis provided a clear result with six dimensions. Results reported in Table II reflect the 18 proposed items loading on the six factors. As commonly experienced in exploratory studies, the remaining items had to be deleted because they either did not load at the 0.3 level suggested by Nunnally and Bernstein (1994) or cross-loaded on several factors. As Table II demonstrates, the factor loadings support the proposed factor structure, with the addition of a single factor. Based on this analysis, the musician construct was incorrectly conceptualized as consisting of both visual and performance aspects, while data suggest these were separate constructs. Figure 3 represents a modified representation of the dimensionality of satisfaction with a live musical performance.
As demonstrated in Table II , most of the factors generated acceptable reliability, based on calculations of Cronbach's alpha (Nunnally and Bernstein, 1994) . Exceptions were the Sound and Audience factors. Low reliability in the former case was possibly due to misspecification of the construct in the conceptual stage leading to only two items loading on this factor. Low reliability in the case of the latter construct may be due to confusion over the meaning of the terminology utilized. Future research should focus on developing these factors to increase the reliability. An additional surprise regarding the factor loading was that song interpretation loaded on the audience interaction factor instead of the sound factor, as proposed. While not intuitively obvious at the conceptual stage, this result makes sense, especially given the wording used on the survey -''the way the group interprets the songs that you are familiar with''. Song interpretation, as expressed by the audience, may reflect the audience's support for the way the musician has interpreted the song.
Relative importance of items
The perceived importance of each of the 18 items was assessed individually to determine the relative importance respondents attached to each item (see Table III ). We found a common positive skew, such that all items were judged as at least somewhat important. The computed evaluative means ranged from 1.11 (with a standard deviation of 0.32) to 2.65 (with a standard deviation of 0.93). Sound quality was the most important of all items, while sound volume, musician ability, and creativity were ranked two, three and four, respectively, thus showing that, as might be expected in a live musical performance, auditory aspects underscore customer satisfaction. In addition, the next two items in terms of importance were similarly associated with auditory aspects, in this case centered on the musical performance of the individual performers (instrumental ability and creativity).
The two following items, in terms of perceived importance, were temperature and the seating facilities, both of which were generated from the servicescapes definition. Of least importance for this sample were Figure 3 The six factor model characteristics of individual musicians that were perceived visually (movement/facials, physical appearance, clothing) and items that measure the importance of decorations in terms of the stage, symbolism, and the background of the service setting. This result was somewhat surprising, given the importance associated with these items in interviews. The basic conclusions that can be drawn from this ranking of single items was that:
. auditory aspects were considered as most important;
. visual aspects of a musical performance were evaluated as being least important; and . values that were perceived as low in importance were blurred by relatively high standard deviations.
Demographic differences
We investigated the moderating role of demographic variables on assessments of satisfaction by comparing the responses to the top five items (sound quality, view of the performance, sound volume, auditory performance, and musician's instrumental ability) across different demographic groups. There were two items whose means differ significantly between male and female respondents. T-test results indicated that women tended to consider the quality (p < 0.036) and volume (p < 0.004) of sound as a more important determinant of satisfaction than their male counterparts.
ANOVA showed that differences also existed with respect to the perceived importance of the auditory performance as it contributes to satisfaction among the various age groups. The result suggested that individuals consider the auditory performance within the context of a musical performance as increasingly important as their ages increase. Differences with respect to other demographic variables were non-significant at the p < 0.05 level.
Additional research issues
As mentioned earlier, the cost of performance was included to determine its potential impact on identified dimensions of satisfaction with the performance. Data indicated that, while a significant correlation exists between cost and several of the individual items, none were higher than 0.3, reducing the practical effect of price on satisfaction. Thus, while price potentially affects other aspects of attendance of live musical performances, it did not appear to affect satisfaction with the performance.
Discussion
The service dimensions of a musical performance Beginning with the five original evaluative elements of performance in a service encounter, we have built a model suggesting six factors underlying customer satisfaction with live musical performances. Many of these factors reflect attitudes toward the sound of the group and individual performers -sound, musical ability, musician appearance, and audience. Other factors reflected elements of the servicescape -facilities and stage.
Importantly, these elements suggest implementable recommendations to those in charge of hiring bands, managing facilities, and to the bands themselves. An easily remedied element substantially affecting consumer satisfaction is sound volume. By making simple adjustments to the sound system, bands and engineers can optimize this element for consumers. Further, providing better quality sound through purchase of better sound equipment appears justified by these results. Since consumers may attend a musical performance for several different experiences, such as social interaction or music appreciation, providing different audience environments and adjusting the volume appropriately may maximize audience satisfaction. For instance, providing loud music in an area suitable for dancing and a quieter area for conversation would allow consumers to move freely to areas where the volume is most amenable to their chosen activity at the time. Choice of vocal selections also suggests easily implementable changes for musicians, since song familiarity was somewhat important to respondents. A little homework prior to the performance might be enough to ferret out favorites among anticipated attendees to improve audience satisfaction.
These six service dimensions of a musical performance can be the foundation for further research, as for instance, in the form of the measurement of customer satisfaction with a particular performance. Furthermore, the proposed service elements can serve as the basis for the development and validation of a scale for standardized measurements of customers' satisfaction with musical performances or performing arts in general.
These results are the first outcomes of an ongoing research project. In the next step, the research instrument will be modified. Some items will be excluded, or worded differently, and some items will be added. A ripe area for research is investigating antecedents to customer satisfaction. For example, questions regarding the motivation to attend the musical event and questions of whether the responding individual's experience as an active musician him/ or herself might impact evaluations remain. In addition, identification with the musician or music might enhance enjoyment.
In future studies, special attention will be given to more representative and effective data collection techniques. For instance, data containing statistically significant numbers of respondents representing major demographic groupings would be useful in assessing the impact of these variables on overall customer satisfaction. In addition, data collection concurrent with musical performance or immediately subsequent to such performances will alleviate concerns with respondent recall, a limitation of this preliminary study.
